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PROGRAM 
Three Songs for Soprano and Chamber Ensemble 
I. If I can let you go '(May Sarton) 
II. Stay! Gohn Donne) 
ill. Remember (Christina Rossetti) 
Mara Bonde, soprano 
Cxtet 
-Intermission-
A1arums and Excursions 
Amy Schneider, mezzo soprano/actress 
Chainl 
Cheng Chia Wu 
Galina Ustvc.:,,_ ya 
(b:1 919) 
\__,,, 
Joyce Mekeel 
Witold Lutoslawski 
(b. 1913) 
Time's Arrow would like to acknowledge the assistance of Professor Stephen Scully of 
the Boston University CI.A Classical Studies Department and Michael Carnes (MM 
1980) for the use of his excellent gong . 
TEXT 
I. If I can let you go (May Sarton) 
HI can let you go as trees let go 
Their leaves, so casually, one by one 
HI can come to know what they do know, 
That fall is the release, the consummation, 
Then fear of time and uncertain fruit 
Would not distemper the great lucid skies 
This strangest autumn, mellow and acute. 
If I can take the dark with open eyes 
And call it seasonal, not harsh or strange 
(For love itself may need a time of sleep) 
And, treelike , stand unmoved before the change, 
Lose what I lose to keep what I can keep, 
The strong root still alive under the snow, 
Love will endure-if I can let you go. 
II. Stay! (John Donne) 
St~ sweet, and do not rise, 
T: ;ht that shines comes from thine eyes; 
r Tht:e ctay breaks not, it is my heart, 
Because that you and I must part . 
Stay, or else my joys will die, 
And perish in their infancy . 
III. Remember (Christina Rossetti) 
Remember me when I am gone away, 
Gone far away into the silent land; 
When you can no more hold me by the hand, 
Nor I half tum to go yet turning stay. 
Remember me when no more day by day 
You tell me of our future that you planned: 
Only remember me; you understand 
It will be late to counsel then or pray. 
Yet if you should forget me for a while 
And afterwards remember, do not grieve : 
For if the darkness and corruption leave 
A vestige of the thoughts that once I had, 
Better by far you should forget and smile, 
Than that you should remember, and be sad . 
PROGRAM NOTES 
Cheng Chia Wu: Three Songs for Soprano and Chamber Ensemble 
Cheng Chia Wu's Three Songs for Soprano and Chamber Ensemble were 
finished in April 1994 in Boston and premiered the same year. Wu ·uses a small 
number of players and solo soprano to accomplish her purpose of conveying the lyric 
poetry as expressively as possible in an intimate musical setting. The three 
movements encompass a triad of poems chosen for their shared theme of love's 
uncertainty. The homophonic texture of the strings supports the soprano voice while 
horn, oboe, and flute interludes provide contrasting melodies. The solos in the soprano 
and instruments include traditional to chinese melodic lines but the harmonies 
underneath incorporate these melodies into Wu's own tonal language. With this 
innovation, Wu allows the words to both be conveyed in a lucid manner by the spare 
lines of the pentatonic scale , but also to be embellished in their meaning by the 
harmonies and declamatory rhythms. The Three Songs for Soprano and Chamber 
Ensemble won the Molloy Miller Composition Prize in 1995 and is dedicated to Clive 
Davis, her husband. 
-Anne White 
Galina Ustvolskaya: Octet 
Galina Ivanovna Ustvolskaya was born in Petrograd (Leningrad, St. ./ 
Petersburg) on June 17, 1919. She began studies in 1937 at the Professionall School of 
Music in Leningrad and continued at the Leningrad Rimsky-Korsakov Conservatory in-
1939. After WWII, she took lessons with Shostakovich. "It is not I who influenced you 
but you who influenced me" her teacher wrote his student later . Their relationship was 
deeper than a teacher-student relationship. Close friends, they belonged to a very 
special group of people considered as genuine Russian intelligentsia whose high moral 
standards and non-conformist views were dangerously far away from the pragmatism 
of life under Stalinism. As Solzhenitsyn wrote, "Intelligentsia means people who try to 
attain the spirituality not thanks to 
the circumstances but in spite of them". 
After Shostakovich's first wife Nina Varsar died in 1954, he proposed to 
Ustvolskaya; she refused to marry him. In fact, she has never married . For a few years 
Ustvolskaya lived with the composer Yuri Balkashin who tragically died at the age of 37. 
Images of isolation and solitude seem to be associated with her . "I regret not 
beingalmighty, otherwise I would have offered you an island, an old caste, or windmill", 
she wrote in a letter of thanks to her performers . Galin lvanovna hardly ever makes 
public appearances, does not give interviews, refuses posing for pictures, does not 
accept commissions, declines invitations for works premiered abroad. When her 
Fourth Symphony (Prayer), was played at the Hamburg Festival of Women Composers 
in 1988, Ustvolskaya protested against this feminist distinction and even suggested 
quite ironically to organize a Festival of Men Composers. Four years later, The 
Institute of Women Composers in Heidelberg (Germany) awarded its annual prize to 
Ustvolskaya on the occasion of the Festival. She was most grateful but refused to leave 
Leningrad. 
All her life Galina Ivanovna Ustvolskaya has been doing two things: 
writing music and teaching composition at the Rimsky-Korsakov Musical College · 
Leningrad . "I ask everyone who likes my music not to analyze it". These words, sa. 
Galina Ivanovna Ustvolskaya, are very well known among the musicians in her native 
City of St. Petersburg. They reflect the composer's determination not to be a subject of 
anybody's inquisitive attention. As did Bach (or Schumann, or Webern, or Akhmatova, 
or Picasso, etc.) she coded information into her music which would be understood only 
by the cognoscenti.. To play this game is extremely interesting and, in some historical 
situations, simply necessary . Ustvolskaya coded things in her music, and she did it 
consciously, being fully aware of the fact that not very many people would be able to 
decode her hidden clues. We can find two names or rather abbreviations of the names 
hidden in the text, but not very difficult to decode as long as one knows how. These are 
the names of two composers- Johann Sebastian Bach and Dmitry Shostakovich: B-A-
C-H (b flat-a-c-b) and D-5-C-H (d-e flat c-b.) To be fair, these initials could be found 
often in the music of many other composers . 
Why did Ustvolskaya chose BACH and DSCH? The answers could lie in 
two spheres, personal and musical. On the personal level, the question "why 
Shostakovich" seems unecessary-Teacher and Friend. "Why Bach"? Former student 
of Ustvolskaya, composer Boris Tishchenko, also a pupil of Shostakovich, recalls 
Ustvolskaya's insistent request as teacher: Write polyphony, write polyphony! 
Technically, the possibilities these motives possess for both representation and 
development, are numerous. Minor seconds, major seconds, their inversions-
gmented and major sevenths, as well as close to them diminished augmented 
taves-these are the elements of Ustvolskaya's vocabulary . 
'The woman with the hammer", that's how Dutch musicologist Elmer 
Schoenberger described Ustvolskaya. His intention to reflect some of the features, for 
example, Ustvolskaya's manner of using piano as a percussion instrument, is 
understandable. I think of her as an "Iron Lady of Leningrad ". I always keep in mind 
Boris Tishchenko's significant works: "Ustvolskaya believes in her own self. Her spirit 
is incredibly strong. She knows precisely where in her Life and her Art she is going. She 
does not need to show her works to anyone or to seek anyone's approval . She possesses 
a mystical spiritual force that radiates as a magnet, without any visible means, all by 
itself like gravitation . Sometimes, when I am experiencing difficulties in my life, I think 
about her-how is she managing there, up in the clouds, in her loneliness?"[transl. by 
LL.] 
Galina lvanovna Ustvolskaya's art is awakening world-wide recognition. 
Musicologists who analyze Ustvolskaya's works wiJl be rewarded by 
constant discoveries of layer upon layer of meanings in her music . 
-Ludmilla Leibman 
Joyce Mekeel: Alamms and Excursions 
Joyce Mekeel has written the following comments about Alarums and 
Excursions: 
"A/arums and Excursions is an Elizabethan stage direction referring to audible but not visible 
action, critical to plot development but taking place off stage-a kind of symptomatic noise . Similarly, much of the 
"plot line" of A/arums and Excursions is also allusive in nature, being dependent on the sound and cadence of the 
human voice in different languag es to convey the intent In this sense, the human speaking voice is used 
instrumentally as another element in the timbral ensemble, each of which "speaks" with equal cogency . 
The putting-together-of-elements approach is also true of the formal organization of the piece . It is as 
if one were presented with a series of seemingly disparate objects from which a pattern emerges as it accumulates . 
One could think of it as a patchwork quilt. The pattern has to be seen whole; the bits of cloth make sense only in 
terms of the entire pattern . The nature of the pattern is probably similar for most listeners but I prefer to leave the 
,pecifics to the individual imagination .• 
In Alarums and Excursions, Joyce Mekeel invites the audience to take away a new 
awareness of dramatic events by gaining an impression of them from short bursts and 
disjunct exposures . Mekeel sets the piecemeal fragments of Italian, Greek, Latin, 
English, German and French texts in widely varying musical textures and timbres . 
Mekeel's chamber ensemble has an enlarged range of color, exceeding the normal 
timbral possibilities by including together, with the standard instruments, a piano 
prepared with bolts, tape and a cymbal, a large array of percussion, extended 
techniques in the flute and clarinet, and even a pitch pipe . The actress/soprano also 
varies the musical texture by alternately speaking, humming, and singing . In the 
climax of the piece, she breaks out in excited gibberish, abandoning language in a 
desperate attempt to warn the audience of an impending threat. 
Along with the possibilities Mekeel has created in the areas of polytextual ity and 
timbre of the ensemble, she includes frequent aleatoric segments where the various 
instruments produce indeterminate combinations . Certain moments are fixed while 
other segments of the music are left flexible enough to accomodate variation s in 
tempo and harmony. The melange of ideas in this piece presents us with a modem 
perception of our own existence. 
Witold Lutoslawski: Chain 1 
Like Mekeel, Witold Lutoslawski uses aleatoric segments in Chain 1: For Fourteen_ 
Instruments, but his piece could not contrast more with Alarums . and Excursions . 
Mekeel uses the aleatoric technique to vary the possibilities even further for the "serit. __,, 
of disparate objects" in Alarums and Excursions, whereas Lutoslawski creates a 
different pattern of musical events, chaining together moments of chaos and order 
through his own use of aleatoric technique . While Lutoslawski's Chain 1 also has sharp 
musical contrasts, the aleatoric effect is used continuously . In certain places, 
Lutoslawski allows the solo chamber players to actually lead the conductor . He 
connects the segments of aleatoric music with the precisely notated music by using 
fermatas, key notes in solo instruments, ~sounding repeated notes, and in one 
instance an unmistakable cymbal crash . 
The chamber group includes percussion and harpsichord as well as woodwinds, 
strings and brass . Lutoslawski's special interest in harmonic color show in the tone 
clusters in both the measured and indeterminate segments of the piece . Although the 
. in~truments share similar gestures, they remain sovereign voices. Lutoslawski said in 
conversation that "music is not only sound. Music is also a collection of psychological 
reactions. " However, the coalescing of the ensemble into a barrage of repeated unison 
notes followed by an surprising interruption by the two cymbals, gong and tam-tam 
invites a visceral reaction in the audience, not only a psychological one. 
-Anne White 
MEET THE ARTISTS 
Mara Bonde, soprano, is currently a member of the Boston University Opera 
Institute where she studies voice with Penelope Bitzas. She has appeared with the B.U. 
Opera Theatre as the Countess Almaviva in Mozart's The Marriage of Figaro, Mrs. 
Anderssen in Sondheim's A Little Night Music and Ellen Terry in the world premiere of 
Andy Yores' Freshwater. In addition to her operatic performances, Mara has been an 
invited participant in the Phyllis Curtin seminar at Tanglewood and was a 
soloist on the 1994 Telarc recording of the Robert Shaw Choral Institute . Most recently , 
Mara appeared as Tuptim in the Reagle Players' production of The King and I. 
Cheng-Chia Wu was born in Taiwan in 1970. She received her Bachelor's 
degree in Theory and Composition from Fu-Jen Catholic University in 1992 where she 
studied with two preeminent Chinese composers : Long-Shing Wen and Ming-Chung 
Sheu. Wu was a paticipant in the 5th Asian Composer's Forum and Asian Woman 
Composer Forum (1991) where she had the opportunity to present her electronic work 
"Joke for musique-concrete" . As of 1993, she is the permanent member of the 
Composers' Association of the Republic of China . Wu has received numerous 
commissions including one from the Foundation for Chinese Performing Arts 1993 
Boston celebration of the Chinese New Year. Wu is now enrolled -in the doctoral 
program at Boston University whe re she has studied composition with Martin Amlin 
and Marjorie Merryman. She currently studies with Charles Fussell. Wu is the winner 
of B.U.'s annual Malloy Miller Composition Award in 1995 for her work ''Three Songs 
for Soprano and Chamber Ensemble". 
Arny Schneider may be heard in recitals of traditional art song repertoire a"s 
well as in premieres of works by contemporary composers . She earned the Master of 
Music degree from The Cleveland Institute of Music, where she won the Elizabeth 
Stoeckler Stevens Prize in Lieder for her performance of Mahler 's Lieder eines 
fahrenden Gesellen. In Cleveland, Ms. Schneider performed with the Old Stone 
· gers, and with Lyric Opera Cleveland in their Educational Outreach program as an 
-:>rentice artist . Her opera roles include Cherubino, Hansel, and Prince Orlofsky . 
. .s. Schneider has had the opportunity to study voice with Beverly Dick at the 
University of Wisconsin-Eau Oaire, Beverley Rinaldi and George Vassos at The 
Cleveland Institute of Music, and Mark Aliapoulios at Boston University . While 
pursuing the Doctor of Musical Arts degree and teaching Oass Voice at Boston 
University, Ms. Schneider remains active in the musical life of the community as a 
section leader for the Marsh Chapel Choir, a member of the Cantata Singers, and as a 
teacher of singing . This summer, she joined the teaching staff of the Boston University 
Tanglewood Institute, .where her responsibilities include instructing private and group 
voice lessons, music theory, opera scenes, and vocal chamber music . 
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The School for the Arts welcomes your support to help continue these concerts. 
Further information regarding gifts to the School may be obtained from: The 
School for the Arts Development Office, 855 Commonwealth Avenue, Rm. 203, 
Boston, MA 02215 (617) 353-7293. 
